















Drunken Fulin: The Greek God of Wine in China – The Exotic Myth Motif Seen on Bags 
Carried by Camel Figurines Excavated at Sui Dynasty Tombs in Xi’an
By  GE, Chengyong
 This paper presents an in-depth analysis of three Sui 
Dynasty camel figurines recently excavated at Xi’an, China. 
The so called Drunken Fulin motif, previously known 
only in historical anecdotes, is clearly depicted on the bags 
carried by these three camels. These images show the figure 
of Dionysus supported by two attendants, matching the 
traditional depiction of the god of wine in Greco-Roman 
mythology. The entire design consisted of an arcade, 
amphora-rhyton and vining patterns, with warrior figures 
with heads held high appearing next to these designs. All 
of these elements were new and stand as definite evidence 
of the introduction of the worship of the god of wine in 
ancient China, having spanned the tremendous distance 
from the classical Mediterranean region. Reference to the 
Greco-Roman and Byzantine art examples discovered in 
China in the past century further proves the unique route 
of the introduction and acceptance of these typical symbols 
of Hellenistic mythology in China, and it is hoped that this 
new archaeological study will further benefit scholars of the 
history of the cultural communication between China and 
the West via the Silk Road. 
(English abstract provided by the author, with editing by 
Martha J. McClintock)
Takemura Kôai and Female Nihonga Painters in the Meiji Period
By  TADOKORO, Tai
 Takemura Kôai (1852-1915) taught painting at 
Tokyo Women’s Normal School, the Kyoritsu Women’s 
Occupational Institute and the Private Women’s School of 
Fine Arts, and is thus recognized today as an arts educator. 
This has meant that research on Kôai has been conducted in 
the context of drawing education and women’s education. 
On the other hand, she also worked as a Nihonga painter 
and a member of such groups as the Japan Art Association. 
Her diary, today in the Kyoritsu Women’s University Library, 
provides not only her life story but also information on 
female painters in the Meiji period.
 This article uses her diary to clarify her career as a 
painter, a subject that has previously been rarely examined. 
The author then considers the activities of female painters 
in the Meiji period through her activities, and provides 
thoughts on how the activities of female painters developed 
from the Meiji to Taishô periods.
 Takemura Kôai was born on January 25, 1852 (Ka’ei 
5) in the Sendai domain residence in Shibaguchi, Edo. Her 
name was Chisa or Sada. In addition to her pseudonym of 
Kôai, she also used others, such as Unrin, Hakuitsu, and 
Gyokuranken. She liked painting from an early age, and 
learned Kanô school methods from Kanô Tan’itsu and Kanô 
Kazunobu, the southern style from Yamamoto Kinkoku, the 
blended northern/southern style from Haruki Nanmei and 
his son Nanka, and Western style painting from Kawakami 
Tôgai.
 In 1876 (Meiji 9), she began working at Tokyo Women’s 
Normal School, first as an assistant to the English teacher, 
and then from around 1877 as a drawing teacher.
 In April 1880, Kôai saw a work by Maruyama Ôkyo 
at the 1st Kanko Bijutsukai exhibition, and this led 
to her criticizing the painting style of the day, which 
overemphasized spirit resonance and ignored realism. She 
came to believe that one should aim for a painting style 
based on sketching from nature that still maintained a rich 
spirit resonance or vitality. This awareness can be found in 
Kôai’s works throughout the rest of her life. When she heard 
Ernest Fenollosa’s lecture in 1884 (Meiji 17), she seconded 
his critique of literati painting. Conversely, she took a critical 
stance towards Fenollosa’s lectures on art education based on 
her own experience.
 In 1889 (Meiji 22) she became a member of the Japan 
Art Association and participated in its painting study 
meetings. The following year she won a bronze prize for her 
Scene of Children’s Education exhibited in the association’s 
exhibition. The painting was purchased by Prince Arisugawa 
Taruhito. She continued to exhibit works in the association’s 
exhibitions, winning several awards. Many of her paintings 
were acquired by members of the imperial household.
 In 1898 (Meiji 31) Kôai retired from the Tokyo Women’s 
Higher Normal School and that June exhibited Lilies in 
a Valley in the 1st Japan Painting Society (Nihongakai) 
exhibition. Her painting was praised as a work in tune with 
the improvements in Nihonga then being advanced by 
the Japan Painting Society. The multilayered arrangement 
of motifs in this work creates a sense of depth while the 
depiction of lilies waving in the breeze and butterflies 
fluttering above give a real sense of movement.
 In 1902 (Meiji 35) she entered a painting of Mount 
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Myôgi in Gunma prefecture in the 32nd Japan Art 
Association exhibition. This work is thought to be based 
on sketches of the mountain made by Kôai when she went 
climbing there the previous year.
 Kôai began to produce numerous landscapes from that 
time onwards. This shift in subject is thought to have been 
based on her increased ability to travel and sketch after she 
retired from Tokyo Women’s Higher Normal School. Kôai is 
also thought to have tried to emphasize the legitimacy of the 
older school of painting that she was part of in the midst of 
the growing divide between old and new school thoughts in 
the painting circles of the day.
 In 1910 (Meiji 43) she exhibited a painting of a thrush 
and another of lilies, Picture of Lily, in the Japan-British 
Exhibition, and was awarded a bronze prize. The modulated 
lines of the outlines in Picture of Lily, along with its tonal 
use of colors and motif arrangement, add a sense of depth to 
the work. By contrast, gold paint was used for the plant leaf 
veining and brushed on the butterfly wings as a decorative 
touch. Thus while Western painting methods taught her 
the figural depiction and spatial representation lacking in 
Nihonga, her ongoing stance was that her basic forms came 
from traditional Nihonga.
 In 1913 (Taishô 2) she moved to Kamakura, where she 
died at the age of 64 on June 8, 1915 (Taishô 4).
 When we look back on Kôai’s life work we can see that 
female painters in the Meiji period had essentially four 
demands made upon them.
 First, there was the demand for painting teachers. In 
Kôai’s case she had about 130 students in total, with many 
of them members of the peerage. In the Meiji period there 
were many women who studied painting as part of their self-
cultivation and as a hobby. There were many female painters 
who served as their teachers.
 Second, there was demand for teaching Nihonga to 
foreign women. Kôai’s diary indicates that she taught 
Nihonga to many foreign women including a French 
diplomat’s daughter.
 Third, there was also demand for schoolteachers. In the 
Meiji period girls’ education was promoted and girls’ schools 
were established nationwide. However, the dearth of female 
teachers created opportunities for many female painters to 
serve in schools as drawing teachers.
 Finally, there was a need to entertain female VIP visitors. 
Female painters often did impromptu paintings as part of 
the entertainment for important female guests, such as the 
empress dowager and empress. 
 These factors indicate the social need for female painters, 
and from them we can discern that, to a certain degree, there 
was a cultural background for female painters to be able to 
support themselves through their painting.
 In the Taishô period large numbers of girls and women 
also learned painting from female painters. While there were 
some who sought to become painters, many of these girls 
and women studied as part of their self-cultivation and as a 
hobby. Thus we can consider that the livelihood of female 
painters in the Meiji and Taishô period depended on the 
presence of these female students.
 Further, female painters in the Meiji period occasionally 
held exhibitions and other female painters performed 
impromptu paintings at these events, indicating the 
extensive network of women involved in painting. Female 
painters began to form groups in the Taishô period, and we 
must note that the female painter networks that were the 
premise of the establishment of such groups already existed 
in the Meiji period.
 Thus we can see that the rise of female painters in the 
Taishô period was built on the basis of the activities of 
female painters in the Meiji period.
(translated by Martha J. McClintock)
Unkoku Tôgan: 400th Memorial Retrospective
By  EMURA, Tomoko
 The year 2018 marked the 400th anniversary of the 
death of Unkoku Tôgan (1547-1618), and a retrospective 
exhibition of this great Momoyama painter was held from 
November 1st to December 9th at the Yamaguchi Prefectural 
Museum. Unkoku Tôgan formed his own school of painting, 
served the Môri clan in Yamaguchi, and his descendents 
continued in the role of official painter to the Môri family. 
Thus Unkoku Tôgan had a deep connection with Yamaguchi, 
and in 1984 the same Yamaguchi Prefectural Museum 
held an exhibition on Unkoku Tôgan and Momoyama 
painting. It can be said that this was the second exhibition 
featuring Unkoku Tôgan. Over the course of the intervening 
three decades, various previously unknown historical facts 
regarding Tôgan and Unkoku school artworks have come 
to light and this exhibition incorporated information from 
these new finds.
 The exhibition was divided into four sections: 1-1.
Tôgan: Ink Painting Master and Unkoku School Founder; 
1-2. Tôgan: Founding of the Unkoku School; 2. Previously 
Unknown Bird and Flower Paintings; 3. Tôgan Revealed; 4. 
The Greatest Momoyama Period Landscape Painter. Unkoku 
Tôgan has long been thought to have succeeded the great 
master Sesshû and established his own style of ink landscape. 
Fukuda Yoshiko, chief curator of Yamaguchi Prefectural 
Museum and the curator for this exhibition, emphasized 
the artistic diversity of Tôgan’s artworks and his wide array 
of activities, from samurai clansman to Zen Buddhist priest 
and rich merchant, through the display of both artworks and 
numerous historical documents. The exhibition catalogue 
is also noteworthy, including two articles by Yamamoto 
Hideo, the curator who organized the 1984 exhibition 
and today a senior fellow of Kyoto National Museum, and 
Fukuda Yoshiko, along with images of all displayed artworks, 
43 other artworks by Tôgan (not exhibited), and reprints 
of historical documents regarding Tôgan. This exhibition 
should be recognized not only as a significant milestone in 
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A Reconsideration of Mother-of-Pearl with Ground Color – Based on Techniques Used and Historical 
Documents
By  KATSUMORI, Noriko
 In August 2012, upon a request from the Thai Ministry 
of Culture, members of the TNRICP staff conducted an 
onsite survey of the Japanese lacquer doors that adorn the 
worship hall of Wat Ratchapradit, built in 1864, which 
has been designated as a first class Royal Buddhist temple. 
Samples of the mother-of-pearl and lacquer painting 
materials were carried to Japan where experimental repair 
was carried out through a study of the materials and 
consideration of possible repair methods.
 The double doors of the inner area of the worship hall 
are made of 65 pieces of Japanese-made mother-of-pearl on 
ground color, and 31 pieces of lacquer painting. They are 
a fascinating standard-setting example of late Edo period, 
Japanese export-use mother-of-pearl on ground color. The 
author anticipates that they will further research into 19th-
century export lacquer. With thoughts of connections to 
lacquer doors in mind, the author, Futagami Yoko and 
Yamashita Yoshihiko, who were involved from the onsite 
survey for the commissioned research onwards, carried out 
a “Basic Survey of Late Edo Period Mother-of-Pearl with 
Ground Color Works,” thanks to the cooperation of the 
Nagasaki Museum of History and Culture, the Siebold 
Memorial Museum, the Kobe City Museum and the 
Tobacco and Salt Museum.
 This article presents a revised version of the “Chronology 
of Export Lacquer with Mother-of-Pearl with Ground 
Color,” which was presented at the research group meeting 
held on July 30, 2018 at the TNRICP. In addition the article 
presents new information gained from the above-mentioned 
survey, plus relevant historical materials, while also with 
the aim of positioning the Wat Ratchapradit doors as a 
benchmark example of export lacquer with mother-of-pearl 
with ground color.
 First, we examined plaques and plaquettes that can be 
dated as a precursor in our consideration of 19th-century 
mother-of-pearl with ground color. The first example is 
found on the back surface of a plaque with a design of a 
landscape in St. Petersburg in maki-e, which was a European-
made bronze plate with a lacquer picture fired onto it. The 
back surface has a floral spray design worked in mother-of-
pearl. The Writing Chest with Battle Design in Maki-e and 
Mother-of-Pearl Inlay is signed Sasaya. There is no ground 
color found on these works, which were made around 
the year 1800. Counter to these works, the Plaquette with 
Portrait of Frederick II is a mother-of-pearl with ground color 
work thought to correspond to the “rectangular portrait 
of Frederick II with mother-of-pearl inlay,” included on 
the 1793 collection list of Johan Frederik van Reede tot de 
Parkeler. Thus it is at this stage that mother-of-pearl with 
ground color appears. However the next benchmark example 
of mother-of-pearl with ground color on a colored portrait 
picture does not appear until the 1830 (Tenpô 1) Snuff 
Box with Portraits of Philipp Franz von Siebold’s Wife and 
Daughter in Mother-of-Pearl Inlay.
 In 1806 the Dutch commissioner Hendrik Doeff was en 
route to an audience with the shôgun when he saw objects 
with shell inlay at Aogaiya (shell work shop) in Kyoto and 
placed an order for such goods. Starting in the 6th month 
of that year Aogaiya moved to Nagasaki and became a 
merchant that dealt with the traders on Deshima. While up 
until around 1800 export lacquer wares consisted largely of 
planar items such as plaques, plaquettes and pen cases, or 
large-scale items such as furniture, an order list sent to the 
shell inlay merchant in 1814 indicates that with the new 
participation of the shell inlay merchant, there was then a 
shift to a richer variety of small items.
 Next we investigated works from European collections, 
namely the Paint Box with Design of Landscape, Birds and 
Flowers in Maki-e and Mother-of-Pearl Inlay that corresponds 
to no. 448 in the collection catalogue of Jan Cock Blomhoff 
(1779-1853) who was both warehouse manager and trading 
commissioner on Deshima, and the Snuff Box with Portrait 
of Johann Bartholomäus von Siebold in Mother-of-Pearl 
Inlay, a work with the portrait made in mother-of-pearl 
with ground color worked solely in silver leaf and ink lines, 
found amongst the Philipp Franz von Siebold (1796-1866) 
materials. These works, along with the Tobacco Box with 
Design of Venus and l’Amour in Maki-e and Mother-of-Pearl 
Inlay, can be positioned as early examples of mother-of-pearl 
inlay with ground color.
 Nagasaki trade declined in the Tenpô era (1830-44) 
and this meant Aogaiya similarly went through difficulties. 
But then in 1840 (Tenpô 11), they participated in an 
attendance on the shôgun by Nagasaki businessmen. It was 
the general rule at the time that Kyoto was the center of 
export lacquer production, but then real power shifted to 
Nagasaki merchants and at some point this meant a shift of 
export lacquer production locale from Kyoto to Nagasaki. 
In 1848 (Kaei 1), we can see that Nagasaki merchants 
other than lacquer merchants also began to use mother-of-
pearl decoration and that Nagasaki-made mother-of-pearl 
with ground color wares were being exported via Chinese 
merchants. We can thus determine that it was the presence 
of Chinese merchants that aided the export of such works to 
Thailand.
 However, given the imagery in the door’s lacquer 
paintings, the Wagôjin image by Nagasaki painter Ishizaki 
Yûsai (1810-62) and the presence of the Kurokawa family 
who did lacquer painting, it is highly likely that the lacquer 
door paintings in Thailand were made in Nagasaki. Judging 
Unkoku School research, but also as a major contribution to 
the study of all early modern Japanese screen paintings and 
ink paintings.
(English abstract provided by the author, with editing by 
Martha J. McClintock)
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Photographic Facsimiles of Letters Addressed to Kuroda Seiki
By  CHIKAMATSU, Koji 
 This article continues from the preceding issue’s 
“Deciphering Kuroda Seiki’s Letters” article, presenting 
photographic facsimiles of the following Kuroda Seiki 
related letters today in the Tokyo National Research Institute 
for Cultural Properties: 1) letter dated July 5, 1884 from 
Hashiguchi Naouemon, then in Paris, to Kuroda’s stepfather 
Kuroda Kiyotsuna; 2) letter dated July 17, 1886 from 
Hashiguchi Bunzô, then in Paris to Kuroda Kiyotsuna; 3) 
letter dated Nov. 29, 1896 from Sugi Takejirô to Kuroda 
Seiki; and 4) letter dated March 2, 1897 from Sugi Takejirô 
to Kuroda Seiki.
 Letter 1) is a letter from his stepbrother Hashiguchi 
Naouemon (older brother of Bunzô), to Seiki when he was 
planning to study in Paris. Hashiguchi accompanied him to 
Paris. This letter provides detailed information on the state 
of affairs at the beginning of his overseas study.
 Letter 2) was sent by his stepfather Kiyotsuna to Seiki 
reconfirming his intentions to transfer to the field of art, 
completely different from the field of law. The letter not 
only admonishes him to be prudent in the future, but also 
expresses the agreement of both his real father Kuroda 
Kiyokane and his stepbrother Hashiguchi Bunzô, thus 
indicating that the previous sender of a letter Hashiguchi 
Naouemon did not necessarily agree with the decision.
 Letters 3) and 4) from Sugi Takejirô are some of the 
many letters that remain from intermediary ports and Paris 
as this close friend of Seiki’s traveled to Paris. They detail 
Sugi’s life in Paris and in London, and express his delight 
that Seiki will be joining him. They also express Sugi’s 
interest in the art group Hakuba founded by Seiki, Kume 
Keiichirô and others, his understanding of the new art 
movement they are forming and his anticipation about their 
future activities. 
 (translated by Martha J. McClintock)
from information on the activities of the export lacquerware 
merchants in Nagasaki and lacquer paintings, the author 
believes that a newly invigorated Nagasaki merchant was 
connected to the Wat Ratchapradit lacquer doors.
 Prior to these studies the Aogai maki-e hinagata hikae 
(Miniature Design Book for Furniture in Maki-e and 
Mother-of-Pearl Inlay) and Nurimono hinagata hikae 
(Miniature Design Book for Furniture in Maki-e and 
Mother-of-Pearl Inlay) have been considered the two basic 
texts on Nagasaki-produced mother-of-pearl with ground 
color. While these books with hinagata, literally miniature, 
in their titles mean that these books are materials related to 
set shapes and sizes they cannot be considered fundamental 
materials for mother-of-pearl with ground color works. The 
Wat Ratchapradit door materials provide an opportunity for 
comparing materials and techniques in mother-of-pearl with 
ground color works, and allow a tightening of production 
time frames for mother-of-pearl with ground color 
works which have previously only had a relatively broad 
chronological framework. These materials are also important 
given their reflection of the characteristics of Nagasaki-
produced mother-of-pearl with ground color. Through 
a study of the door materials at Wat Nang Chi and the 
Japanese-made lacquer items in the Thai royal household, 
we can begin to see a new aspect of 19th-century Nagasaki 
trade. 
 (translated by Martha J. McClintock)
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